Introduction
In this paper, ongoing research on important Japanese tapestries mainly from the 19th century through the first half of the 20th century and on comparative Chinese and European tapestries that served as models for the Japanese weavers to imitate is presented. Although the term tapestry can have many different meanings, here the term tapestry is used specifically for the technique and the fabric woven by this technique as follows: use of discontinuous wefts which turn along the edges of the color fields to produce patterns and images. 1 A review of the history of tapestries remaining in Japan showed that it is not clear when tapestries started to be woven in Japan. To the best of the author's knowledge, the tapestry fragments remaining in the Hōryūji temple and Shōsōin in Nara are the oldest specimens available. These are presumably the 7-8th century productions; however, it is not clear whether these were produced in China or Japan.
2 In addition to these fragments, a huge
Buddhist mandala tapestry remains in the Taima-dera temple in Nara. This tapestry is assumed to be a Chinese 8th century production. 3 These pieces are the oldest group of tapestries handed down in Japan, and further research is required to verify their production countries.
It is difficult to find any indication that tapestries were woven in Japan during the middle ages. It was not until the late 18th century, in the late Edo Period, that evidence confirming the existence of tapestry production in Japan could be found. By examining the remaining pieces, it can be determined that the foundation of the Japanese tapestries was based on foreign influences from the end of the 18th century through the first half of the 20th century.
And from such bases, the Japanese weavers then gradually developed their own expressions. In this paper, the Japanese copies and foreign originals will be compared in order to consider how the Japanese assimilated foreign influences for forming the foundations of their tapestry weaving. Then, three developmental stages of the Japanese tapestries from the 19th century through the first half of the 20th century will be discussed. The reader should then be able to see how Chinese and European tapestries influenced the formation of the Japanese tapestries, and how the Japanese tried to attain their own expressions through these tapestries.
The Chinese tapestries and the Japanese copies Several Chinese tapestries were brought to Japan, altered into hangings, and consequently used as decorations on floats in the Gion festival in Kyoto and other festivals in the vicinity of Kyoto. Several tapestries handed down in the Gion festival indicate that the Japanese copies of the Chinese tapestries were produced no later than the end of the 18th century.
To the best of the author's knowledge, the earliest datable Japanese copy of the Chinese tapestry was produced in 1798 for the Hōshō-yama float. 4 Since this tapestry is quite large (203cm in height by 159cm in width) and the pattern quite intricate, it is obvious that Japanese tapestry weaving was already fully developed at this time. Therefore, it can be inferred that the Japanese began to produce tapestries earlier than 1798, possibly in the last half of the 18th century.
The comparison of the Japanese copies and the Chinese originals used in the Gion festival is important, as it will clarify the earliest stage of the Japanese tapestry production. Although some discussions are available, 5 detailed research has not been completed, because it is difficult to distinguish the Japanese copies from the Chinese originals. The term "Jiori" (local weaving) is described under the items of hangings that are narrow, large back, front, etc. in the section on float decorations, and these "Jiori" are tapestries recently woven in Kyoto. Thus, we know that the tapestries described as "Jiori" in this document are Japanese productions.
The following was found in the section on the Kuronushi-yama float: 見送。二ツあり、隔年に出す。各〻唐織綴錦なり。一ツハ花色地花鳥のもや
う、一ツハ紅地百子。
Outer back hangings 7 : are of two kinds: each one is alternately used every other year.
Both are Chinese tapestries: one is a design of flowers and birds on a blue background; the other is a design of 100-children on a red background.
This description points out that one of the outer back hangings in the Kuronushi-yama float is the Chinese tapestry of 100-children on a red background. And, fortunately, the tapestry with the same features still remains in this Kuronushi-yama district (Illust. 1). Hence, it can be inferred that this piece is the Chinese production. The author assumes that the production period of the Kuronushi-yama piece is around the end of the Ming dynasty, probably in the first half of the 17th century. 8 The inscription on the lining of the Kuronushi-yama piece
shows that it was used in Kyoto in 1700 9 , indicating the piece was brought to Japan in the 17th century. 
Warp directions are indicated by arrows (the arrows in the following illustrations are the same.)
7 There are two kinds of back hangings in the Gion festival. One is "Miokuri", and the other is "Ushirogake". In this paper, "Miokuri" is translated into outer back hanging, and "Ushirogake" into back hanging. 8 There is no clue for specifying the production period of this piece. However, Prof. Huang and Ms. Chen stated that a quite similar 100-children tapestry handed down in China was assumed to be an end of the Ming dynasty production. See Neng-fu Huang and Juan-juan Chen, Zhongguo sichou keji yunshu qiqiannian (Beijing: Zhongguo fangzhi chubanshe, 2002) 286-287. 9 Gion matsuri yamaboko rengōkai, Gion matsuri (2014) 112.
In the section on the Kannon-yama float, Zoho includes: 見送 地織綴錦、もやう唐子遊 Outer back hanging: Japanese tapestry with a design of Chinese children playing.
This description shows that Kannon-yama owned the outer back hanging of the Japanese tapestry illustrating Chinese children playing. Actually, the Kannon-yama district still owns this outer back hanging (Illust. 2). Thus, we know that this piece is the Japanese production.
This piece was produced in or before 1808, according to the Kannon yama kishin cho
Kannon-yama district owns one more 100-children tapestry (Illust. 3). This piece was produced in China and purchased by the district in the 20th century. 11 The Chinese 100-children tapestries in Kuronushi-yama and Kannon-yama consist of the same materials and techniques sharing the same pictorial theme and stylization. So, the author assumes that the Kannon-yama pieces was produced around the same time as the Kuronushi-yama piece:
probably in the first half of the 17th century. However, the Kannon-yama pieces are more suitable for comparison, because they are in much better condition, and the details are much clearer.
In both tapestries, the boys are similarly depicted. However, in the Chinese piece, outlines are much finer and diagonal lines are smoother than the Japanese piece (Illust. 4,5). In order to depict rocks, zigzag-shaped color fields are used in both pieces. The various zigzag lines are placed unevenly in the Chinese piece, whereas some zigzag lines are equally and monotonously spaced in the Japanese piece (Illust. 6,7). left) : Detail of the Japanese 100-children tapestry in right) : Detail of the Chinese 100-children tapestry in Kannon-yama. 5, 6, 7: Masako Yoshida.
Illust. 4 (left): Detail of the Chinese 100-children tapestry in

Illust. 7 (right): Detail of the Japanese 100-children tapestry in
Technical analysis of the Chinese piece indicates that warps and wefts are silk, and warps are oriented in a vertical direction in the completed piece. The same features can be observed in the Japanese piece as well. In the Chinese piece, warps are 2 strands of S direction twist plied in Z direction (referred to as S-2Z hereafter, Illust. 8). Contrary, in the Japanese piece, warps have an opposite twist and ply: 2 strands of Z direction twist plied in S direction (hereafter Z-2S, Illust. 9). In the Chinese piece, wefts are S-2Z (Illust. 10). In the Japanese piece, wefts are mostly S-2Z (Illust. 11), but the blue wefts are Z-2S. Therefore, it can be said that the Japanese weavers imitated Chinese materials and weaving techniques as well as the pictorial theme. Nevertheless, the twist and ply of the warps are different in the Chinese and Japanese productions. In addition, exceptions can be found in the Japanese piece regarding the twist and ply of the wefts. left) We know that four Japanese tapestries imitating European productions can still be found in festivals in and around Kyoto. One is the outer back hanging of a human figure design for the Aburatenjin-yama float in the Gion festival (Illust. 13). We can safely conclude that this Aburatenjin-yama piece was produced in Japan in 1815, as this related record can be found in
Illust. 8 (left): Warps of the Chinese 100-children tapestry n
Zoho:
文化十二歳乙亥六月新調 見送 地織褸錦 もやう人物 18 In June 1815, newly produced; outer back hanging; Japanese tapestry with human figure design.
This Aburatenjin-yama piece includes two kinds of borders, both of which are almost the same as the ones in the Flemish Trojan war tapestries in the Gion festival. It is highly possible that a European tapestry with the same design once existed in the Gion festival, and a Japanese weaver imitated it and produced the Aburatenjin-yama tapestry.
It is worth comparing the Flemish and Japanese tapestries of this type (Illust. 12,13). In the Flemish piece of the Koi-yama float and the Japanese piece of the Aburatenjin-yama float, a king and queen are depicted. Several awkward and unnatural expressions in the Japanese piece can easily be found. For example, in the Japanese piece, the king has an animal figure on his crown, and it is possible that the Japanese cartoonist misunderstood the European feather for an animal.
As for the technical aspects, the following can be observed. In the Flemish Trojan war tapestry for the Hakurakuten-yama float, warps and wefts are wool, and warps are oriented 
Japanese creations
From the 18th century through the early 19th century, the Japanese weavers imitated foreign tapestries. After the early 19th century, they gradually began to create their own tapestry expressions. In this paper, such development processes of the Japanese creations are divided into three stages: The first stage -the first half of the 19th century; the second stage -the second half of the 19th century through the beginning of the 20th century; and the third stage -the first half of the 20th century. As for these Japanese creations, the following questions can be raised: What kinds of foreign elements were assimilated?; Who produced them?; What was the aim for such expressions? Keeping these questions in mind, representative works of each stage is described below.
The first stage
In the early 19th century, the Japanese started to create their own expressions using tapestries.
To the best of the author's knowledge, the earliest datable Japanese tapestry depicting Japanese pictorial themes is the tapestry handed down in the Hashibenkei-yama district Gion festival. The inscription on the container box of this piece indicates the year 1809.
20
Other good examples are four tapestries remaining in the Urade-yama district Gion festival.
These pieces depict four famous beautiful scenes which were well known during the Edo period: Matsushima, Itsukushima, Amanohashidate, and Mt. Fuji (Illust. 18, 19, 20, 21 21 Fortunately, the lost cartoon of Matsushima was found during the author's research. And this cartoon includes the name of the painter, Beigan Okugawa, who was not the major painter but one of the anonymous cartoon painters. These tapestries are important as the names of cartoon painters, weavers, and production years are available.
In these Urade-yama tapestries, sceneries are depicted using equally and monotonously spaced zigzag lines in color fields (Illust. 22). As mentioned above, these features can be found in the Japanese 100-children tapestry of the Kannon-yama float. In Urade-yama pieces, warps and wefts are silk, and warp orientation is vertical. These features indicate that the Japanese selected the Chinese models rather than the European models as the technical 21 Author unknown, Gione-uradeyama-shinguiri-nikki (1821 Gione-uradeyama-shinguiri-nikki ( -1906 , no page.
foundation for their own expressions. Although in Urade-yama tapestries, warps are Z-2S, opposite to the Chinese models, but wefts are S-2Z, same as the Chinese models (Illust. 23).
It is necessary to research a larger number of specimens in order to clarify the technical features of the Japanese tapestries of this period. Kawakita, 1972, 10; Illust. 25 is from Shigetsugu Ōmori ed. 1984, 17; Illust. 26 
Illust. 22 (left)
,
Conclusion
The Japanese began to copy the Chinese tapestries in the 18th century, and the Flemish tapestries in the first half of the 19th century. However, it was difficult to distinguish the Japanese copies from the Chinese and Flemish originals. In order to solve this problem, this paper used Zoho as a guideline to distinguish the Japanese copies from foreign originals.
The research results indicate the followings: The comparison of the Chinese and the Japanese productions of 100-children tapestries showed that the stylizations in both productions are similar. The Japanese weaver imitated the material of the Chinese tapestry: silk. The Japanese weaver also imitated the Chinese weaving technique to set the warps in vertical orientation in the completed image. However, the Chinese and the Japanese productions use opposite twist and ply in the warps. There is the possibility that the difference between Japanese copies and Chinese originals lies in the directions of twist and ply of warps, and this aspect should be analyzed further with a larger number of specimens.
The comparison of the Flemish and the Japanese human figure tapestries indicated several differences in stylization with the most obvious feature being the awkward pictorial details in the Japanese productions. The Japanese weaver imitated the material of the Flemish tapestry:
wool. The weaver also imitated the Flemish weaving technique of setting the warps in horizontal orientation in the completed image. In both Flemish and Japanese productions, the directions of twist and ply of warps and wefts are the same. However, wool yarns in the Japanese production include thick fibers, and the quality of these yarns is inferior to the ones in the Flemish production.
The Japanese tapestries of Urade-yama district indicate that in the early 19th century, Japanese weavers selected the Chinese tapestries rather than the Flemish tapestries for their technical foundations in order to express their own pictorial themes. And around the end of the 19th century through the beginning of the 20th century, Jinbei established his own eclecticism based on the elements of the Chinese, Japanese, and French tapestries. Then, in the first half of the 20th century, Seiga employed new materials in order to attain expressions different from paintings but peculiar to textiles.
